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The School of Music at Boston University, founded in 1873, combines the depth, intensity 
and intimacy of conservatory training with a broadly based, traditional liberal arts 
education. The School enriches its programs with a wide range of electives that are 
offered through the other schools and colleges within the University. The School of 
Music's approximately 500 students are pursuing undergraduate and graduate degrees, 
certificates in opera, performance diplomas and artist diplomas, in a variety of majors 
that reach from performance, theory and composition, musicology, music educatior 
collaborative piano, orchestral and choral conducting, to historical performance. 
Alumni of the School of Music are contributing significantly to the musical culture of the 
United States and the world, and can be found in positions with the Boston Symphony 
Orchestra, New York Philharmonic, Chicago Symphony, Philadelphia Orchestra, 
Minnesota Symphony, Singapore Symphony, Metropolitan Opera, New York City Opera, 
Lyric Opera of Chicago, San Francisco Opera, Houston Grand Opera, Paris Opera and 
Munich Opera. Alumni can also be found in faculty positions at New England 
Conservatory, Wellesley College, Duke University, Brandeis University, University of 
Oklahoma, Cornell University, University of Missouri, Beijing Conservatory, University of 
North Carolina-Greensboro, and Harvard University, among others. Musical 
organizations that form the heart of cultural life in Boston, including Handel & Haydn 
Society, Boston Baroque, Boston Lyric Opera, Cantata Singers & Ensemble, Boston Musica 
Viva, Collage New Music, Emmanuel Music and Opera Boston, also enjoy the presence of 
many Boston University School of Music alumni within their ranks. 
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TEXTS 
Charles Ives Psalm 90 
1 Lord, thou hadst been our dwelling place from one generation to another. 
2 Before the mountains were brought forth, or ever thou hadst formed the 
earth and the world, from everlasting to everlasting, thou art God. 
3 Thou turnest man to destruction and sayest, "Return, ye children of men." 
4 For a thousand years in thy sight are but as yesterday when it is past, and 
as a watch in the night. 
5 Thou carriest them away as with a flood; they are as asleep; in the morning 
they are like grass which groweth up. 
6 In the morning it flourisheth and groweth up; in the evening it is cut down, 
and whithereth. 
7 For we are consumed by thine anger; by thy wrath are we troubled. 
8 Thou hast set our iniquities before thee, our secret sins in the light of thy 
countenance. 
9 For all our days are passed away in thy wrath; we spend our years as a tale 
that is told. 
10 The days of our years are threescore years and ten; and if by reason of 
strength they be four score years, yet is their strength labour and sorrow; fr, 
it is soon cut off, and we fly away. 
11 Who knoweth the power of thine anger? even according to thy fear, so is 
thy wrath. 
12 So teach us to number our days that we may apply our hearts unto wis-
dom. 
13 Return, 0 Lord, how long? And let it repent thee concerning thy servants! 
14 0 satisfy us early with thy mercy; that we may rejoice and be glad all our 
days. 
15 Make us glad according to the days wherein thou hast afflicted us, and the 
years wherein we have seen evil. 
16 Let thy work appear unto thy servants, and thy glory unto their children. 
17 And let the beauty of the Lord our God be upon us, and establish thou the 
work of our hands upon us; establish thou it. 
Amen. 
Samuel Barber Prayers of Kierkegaard 
0 Thou Who art unchangeable, Whom nothing changes, 
May we find our rest 
and remain at rest 
in Thee unchanging. 
Thou art moved 
and moved in infinite love by all things: 
the need of a sparrow, even this moves Thee; 
and what we scarcely see, 
a human sigh, 
this moves Thee, 0 infinite Love! 
But nothing changes Thee, 0 Thou unchanging! 
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Lord Jesus Christ 
Who suffered all life long 
that I, too, might be saved, 
And Whose suffering still knows no end, 
This, too, wilt Thou endure: 
saving and redeeming me, 
this patient suffering of me 
with whom Thou hast to do--
I, who so often go astray. 
Father in Heaven, 
v/ e know that it is Thou 
th. ·veth both to will and to do, 
that also longing, 
when it leads us to renew 
the fellowship with our Saviour and Redeemer, 
is from Thee. 
Father in Heaven, longing is Thy gift. 
But when longing lays hold of us, 
oh, that we might lay hold of the longing! 
when it would carry us away, 
that we also might give ourselves up! 
when Thou art near to summon us, 
that we also in prayer might stay near Thee! 
When Thou in the longing 
dost offer us the highest good, 
oh, that we might hold it fast! 
Father in Heaven! 
Hold not our sins up against us 
But hold us up against our sins, 
So that the thought of Thee should not remind us 
Of what we have committed, 
But of what Thou didst forgive; 
Not how we went astray, 
But how Thou didst save us! 
" 
Kierkegaard 
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PROGRAM NOTES 
If American classical music ever had a characteristic and identifiable language, before 
ubiquitous communication began to flatten national distinctions, it was Charles Ives 
who pioneered its growth spurt, Samuel Barber who helped nurture its heart, and 
Aaron Copland who reveled in its full flower. Before Ives, there were many fine 
American composers-Charles MacDowell, John Knowles Paine, Amy Beach, Horatio 
Parker, Charles Griffes. But, even though they all had distinct personalities, they were 
essentially European voices. None (save perhaps, the oldest of ?)l, William Billings) 
severed deep ties with a multi-cenhtry, powerful, magnificent and still thriving 'musi-
cal tradition. None attempted a breakthrough to a frontier in the spirit of the Wild .· · 
West, the waging of a civil war to abolish slavery, or even the building of the 
Transcontinental Railroad. ' 1 ._,, - . 1 ·c : 1 
But Charles Ives did, and he thoroughly succeeded in changing-or ignoring-the 
venerable musical rules. Although he grudgingly tried to follow European models in 
his earliest music-everyone, even the most iconoclastic mind, must start with funda-
mental principals before he can effectively break them-Ives didn't find the tried-
and-true conventions useful, and soon he tore away from them. Even as a child, he 
had fooled around with cacophonic sounds that would have scared anyone. And so, 
experiments with intricate and complex rhythms, layer upon layer of seemingly unre-
lated musics, and wildly dense harmonies became as possible and probable as any 
simpler utterance, and the particular logical thought that had guided Western music 
for 300 years began to lose its grip. Charles Ives, more than any American composer 
(and perhaps more than any European composer except Monteverdi) delighted in the 
revolution of turning evolution on its head. 
Among Ives' more than forty compositions for chorus, his 1923 setting of Psalm 90, for 
chorus, organ, three sets of bells and low-pitched gong, stands tallest. The setting was 
his attempt to reconstruct a lost work from about thirty years earlier, but this transcen-
dent second version probably bears little resemblance to the original. In this later one, 
Ives beautifully integrated innovative choral writing and the natural utterance of 
church anthems to capture perfectly the design, drama, breadth and fervency of the 
psalm. Recognizing what he had achieved, Ives-an inveterate tinkerer-left this 
Psalm 90 untouched, telling his wife, Harmony, that he thought it his most perfect cre-
ation. 
It is undoubtedly one of his most powerful creations. And, while not the craziest piece 
Ives ever wrote, Psalm 90 is nonetheless one of his most visionary. The firmament-or 
God's infinity-is present in an unvarying low C played by the organ pedal, from the 
first to the last measure. Before the chorus enters, the organ suspends above the 
immovable foundation a succession of harmonies, each given its own signature: The 
Eternities - Creation - God 's wrath against sin - Prayer and Humility - Rejoicing in 
Beauty and Work. Neither sung nor spoken, but simply imagined, these words and 
their associated harmonies presage the entire journey ahead. Although Ives never 
embraced a Christianity of exclusivity ("The soul is each man's share of God," he 
wrote), this predetermination of what is to come suggests his roots in Calvinist pre- · 
destination. Distant bells, the heavenly bells that will sound again only at the end, 
fleetingly appear over the final introductory chords; as they fade, the chorus begins. 
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Each of the seventeen psalm verses that the chorus sings associates its text with one or 
two of these introductory harmonies, and from that, Ives builds a nearly symmetrical 
grand design. Tensions intensify, and at the mid-point of the psalm (Verse 9: For all 
our days are passed away in thy wrath: we spend our years as a tale that is told.), the voices 
fan out from a unison, faster and faster, louder and louder, into more and more parts, 
until, at the peak of the wedge, they scream "wrath!" From that terrifying climax they 
retreat, slower and slower, softer and softe1~ to the unison where they began. Such a 
palindrome could have created stasis, but Ives is not interested in this midpoint as a 
mere structural device. Instead, he is concerned with transformation, transformation 
that is possible only after the darkest time. And so, after catapulting into and pulling 
out of this emotional black hole, the music moves forward, shifting its focus away 
from human sin and God's anger, toward hope and humility, and into quiet rejoicing. 
In the final peace-filled verses, the bells, both of the white-steepled church and of 
heaven's freedom, surround the congregation in a comforting haze. 
Charles Ives composed no significant music after completing his Psalm 90. One day in 
1926, he came down from his study and, with tears on his face, said to Harmony, his 
d/ d wife and companion, "I can't seem to compose any more. I try and try and 
nu g comes out right." For thirty more years, he scribbled, revised old works, 
fussed at himself and the world, and grew depressed, until he died in 1954. 
* * * * * 
Distinctly American, but passionately cosmopolitan, Samuel Barber also found his 
own path. He rejected Arnold Schoenberg's densely chromatic language, though he 
was devoted to the long-lined thought that defined German music for 150 years, 
including Schoenberg's. And he rejected both the complexities of Ives' world (he 
couldn't abide the music) and the cool intensity of Copland's world, though the pierc-
ing rhythmic vigor of both drive much of his music. About himself, Barber wrote, "I 
write what I feel. I'm not a self-conscious composer .. .. ! think that what's holding com-
posers back a great deal is that they feel they must create a new style every year. This, 
in my case, would be hopeless .. . .I just go on doing, as they say, my thing. I believe 
this takes a certain courage." 
Though his music broke no huge barriers and defined no new language, its deep feel-
ing communicates so powerfully that it is hard to resist. Performers find his music 
gratifying to sing and play, and audiences-when given the opportunity-are reward-
ed by his music's energy, eloquence and openness. 
Barber's compositional output, however, was fairly modest-his impact on the musical 
scene all the more remarkable-and even only a limited number of those works are 
heard. The one symphony (a second withdrawn), one or two of the orchestral essays, 
Knoxville: Summer of 1915, the one string quartet (whose slow movement became the 
Adagio for Strings, a piece whose use and commercial misuse may be matched only by 
the · aginative perversions of Copland's Fanfare for the Common Man), Summer 
Mi , or wind quintet), and a generous number of songs that are staples of young 
singe s are about all that have much currency. The Violin Concerto, known by conser-
vatory-aged violinists, shows up on programs only rarely, and the Piano Concerto, 
even more rarely. The two large operas, Vanessa and Antony and Cleopatra (the latter of 
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whid1 was so overwhelmed by excessive and pretentious staging by Franco Zeffirelli 
that the work and the composer disappeared after its premiere) have, on the other 
hand, received some attention in recent years. 
Among Barber's even less well known compositions, however, there are gems. Music 
for a Scene from Shelley, the Third Essay, and Andromache's Farewell are among them. 
And his Prayers of Kierkegaard is one of the most ambitious and affecting. Barber took 
twelve years to compose this work after it was commissioned by The Koussevitzky 
Music Foundation. Given its premiere on December 3, 1954, by the Boston Symphony 
Orchestra, the Cecilia Society Chorus, and Leontyne Price (for whom it was written), 
with Charles Munch conducting, and its New York premiere four days later, sung by 
the Schola Cantorum, it was received with great eagerness and enthusiasm. Like 
much of his other music, this extended single movement, multi-sectioned cantata for 
chorus, large orchestra, soprano solo, and incidental conh·alto and tenor solos, inte-
grates a carefully wrought lyrical line (the consistent characteristic of his music that 
ties him to the European tradition), a vivid rhythmic sense (the American thought), 
evocative harmony (both European and American), and a creative sensitivity to the 
performing forces at hand. 
For this cantata Barber chose, adapted, and rearranged prayers and a sermon of Sm·en 
Kierkegaard (1813-1855), philosopher, theologian, and harsh critic of vacant formali-
ties of the Danish church. Kierkegaard's theological and philosophical writings are 
often intentionally complex and abstruse-"the task must be made difficult, for only 
the difficult inspires the noble hearted," he wrote-but the words Barber selected, 
found in Journals, in "The Unchangeableness of God" and "Christian Discourses," com-
municate with remarkable incisiveness. 
Barber's fluent musical thought penetrates and unveils these very personal words 
through a wide variety of musical ideas. The music presents the four prayers in one 
extended movement, but each prayer receives a distinct character and musical treat-
ment in support of its theological perspective. The first, speaking of God the 
unchangeable, unfolds in the oldest of musical thought, unaccompanied chant, the 
type of music that, to Barber, was "the only religious music possible." The complete 
prayer is offered, and the orchestra responds by quietly picking up the chant in imita-
tive counterpoint-a younger musical process than chant. Gradually, the d1orus and 
orchestra join and, together, they build until they surround the words "O Thou 
unchanging" in a swirling climax. 
The supplicative second prayer, the only one uttered in the first person singular, 
unfurls in a single voice, a soprano whose arching lines hover above a gentle rocking 
beneath. The third prayer begins with thick choral writing that suggests a Russian 
choir, and throughout it grows only denser. Growing more and more determined, the 
music finally catapults into a hedonistic orchestral dance, at the climax of which the 
chorus cries twice, "Father in Heaven!" The momentum eventually relents, and from 
the <lance's disappearing footsteps and midst the ringing of distant and deep bells, 
fourth prayer begins in a whisper. Gradually, it gathers the conviction to become 
hymn whose straightforward Protestant bearing finds company in the words that a:o 
that we be judged by our sins. 
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Prayers of Kierkegaard reveals the composer's clearest statement of his religious beliefs, 
Protestant thoughts that somehow find resonance in complexities of the arcane theolo-
gian's. About Kierkegaard's work, the composer observed that "one finds his three 
basic traits of imagination, dialectic, and religious melancholy. The truth he sought 
after was 'a truth which was a truth for me,' one that demanded sacrifice and personal 
response." There could hardly be a more personal response than this one. 
* * * * * 
"I hope you will knuckle down to a good symphony. We deserve it of you, and your 
career is all set for it. Forza!" Samuel Barber's letter of 16 September 1944 to Aaron 
Copland was not unique, for many of his musician friends, including Elliott Carter, 
Arthur Berger and David Diamond, had been pushing him since the late 1930s to 
write 'the great American symphony.' Diamond urged, "Make it a real KO symphony. 
And do, please use the fanfare material." As the strongest American musical voice, 
Aa on Copland was the right person to evoke the optimism, confidence and energy 
t]/ as being reawakened by the approaching end of the World War. 
And so, between 1944 and 1946, on commission from the Koussevitzky Foundation, 
hecreated his largest orchestral work, his Third Symphony, a grand panorama of per-
sonal and public emotion. Copland, though reluctant to attach a specific program to it, 
wrote that the music "intended to reflect the euphoric spirit of the country at the 
time." And, from its 18 October 1946 Boston Symphony Orchestra premiere on, the 
symphony did just that. To Leonard Bernstein, it became "an American monument, 
like tl-1e Washington Monument or the Lincoln Memorial or something." Irving Fine, 
perhaps the generation's most gifted composer, wrote, "It has some of the noblest 
music you have ever written, which means some of the most inspired music of our 
generation." And the ever observant and articulate Berger called Copland's symphony 
a "glorified and expansive hymn-of prayer, of praise, of sorrow, of patriotic sentiment." 
The Third Symphony is scored for large orchestra and is laid out in four large move-
ments. The first (Berger's prayer), a slow movement containing the seeds of the entire 
symphony, begins with the quiet simplicity of the Great Plains' wide open spaces. In 
several sweeping waves, however, the music tightens and darkens into a grim vio-
lence reminiscent of the music of Dmitri Shostakovicl1 (who thought Copland's sym-
phony "too eclectic"), but eventually the gnarled tension releases, and the movement's 
easy restraint returns. 
Strident calls break the quiet, and the second movement (Berger's praise), a scherzo 
launcl1es-variously perky, ferocious (with the flavor of Prokofiev), and hoe-down 
foot-stomping. Just as the hymn-like music of Ives' Psalm 90 and the chant-like music 
of Barber's Prayers were created entirely by those composers, the music in the Third 
Symphony is all Copland, though it may not all sound so; that in the whole of the sym-
pho he uses no existing folk or popular music shows just how thoroughly he could 
inl . and make his own the spirit of all American music. At the center of the scher-
zo, a ender dance appears, but the piano slyly pushes it aside to revive the busyness 
from the beginning. Then, in a tremendous climax, the endearing music from the 
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middle returns, now thoroughly transformed (the personal made universal), and with 
the jabbing calls of the opening, the movement searingly ends. 
Like the first two movements, the third (Berger's sorrow) is in an arched design. The 
outer sections contain the most chromatic, searching music of the symphony, and the 
middle section, the most unabashedly upbeat. The transitions between these two 
worlds are masterful. The music shifts from doubt to confidence with reluctance and 
uncertainty, until the prospect of joy can finally no longer be pushed aside. And, at the 
other end, apprehension reaches its sinewy arm back into the optimistic spirit and 
gets its grip before it can be noticed. Holding its breath, the music hovers treacherous-
ly until a comforting 'amen' resolves some of the tension. Without pause, the last 
movement, the largest and most complex of all, begins its journey. 
Within moments of the movement's tentative opening measures, the Fanfare for the 
Common Man, the music David Diamond had pleaded with Copland to include, makes 
its stunning announcement. Throughout the entire symphony, however, the fanfare's 
motifs had always been present, sometimes lurking in the background, sometimes trv-
ing to thrust into the foreground, and so its overt appearance here, while not the 
inevitable result of a cumulative process, is not wholly unprepared. But Copland wa,, 
gutsy to place his 1942 Fanfare here-at the beginning of the last movement-for such 
powerful and definitive music could have made going on pretty difficult. A more cau-
tious composer might have saved such brilliant music for a triumphal close, but 
Copland was determined to work out the atypical musical problems that its placement 
created. After all, this music was not written to celebrate the coming military and 
political victory but, instead, to honor the strength of human effort. 
Copland was clear about his reasons for dedicating his fanfare to the common man: he 
was the one, "after all, who was doing all the dirty work in the war and the army." The 
fanfare's title and its placement in this symphony reflect Copland's populism that was 
looking toward a post-war life of international cooperation and of social justice for all, 
a vision invoked by President Franklin Roosevelt's and Vice-President Henry 
Wallace's ''Four Freedoms"-freedom of speech, freedom of religion, freedom from 
fear, and freedom from economic want. It was a 1942 radio address by Wallace, a 
speech not entitled, "The New American Century," but rather, "The Price of Free World 
Victory: the Century of the Common Man," that had given Copland the fanfare's title. 
But, the century did not fulfill that promise. The Fanfare for the Common Man and the 
symphony in which it found its home celebrate not the end, but the beginning of a 
challenge. 
However apt Arthur Berger's monikers for the first three movements may be, tlli.s last, 
wide-reaching movement is far more than patriotic sentiment. It is indisputably filled 
with pride, but its vivid joy, its irrepressible vitality, and even its grinding climax-a 
reminder of the horror the entire world had been enduring- were not just for 
America. Nor only for the military victors. The spirit of hope was for every everyman 
and everywoman who had suffered, was suffering and would suffer. The Copland, 
Third Symphony looks beyond its moment toward a world that would embrace all 
the "Four Freedoms." 
The 60s would bring a fight for freedom of speech. The past two decades have seen 
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forces devoted to freedom of religion. And, much of the world is now seeking a 
freedom from fear. Whether the world will ever find the generosity to commit 
itself to the battle for everyperson's freedom from economic want is uncertain. 
That battle, sometimes thwarted by the very people who proclaim the other free-
doms, has yet to be won, or even faithfully waged. Perhaps someday we will 
admit that none of the freedoms are safe absent any other. In the meantime, 
Aaron Copland's Third Symphony lives as a thrilling reminder of a time when an 
extraordinary vision lay before the world, and as a continuing evocation of what 
might still be achieved in praye1; in praise, in sorrow, in selfless generosity. 
- David Hoose 
CANTATA SINGERS & ENSEMBLE 
David Hoose, Music Di rector• 2007-2008 
November 9 at 8 pm 
Weill: Legend of the 
Dead Soldier 
Dalla piccola: Conti di prigionia 
Orff: Carmina Burana 
January 18 at 8 pm 
January 20 at 3 pm 
Weill: Propheten, 
from The Eternal Road 
Liar Navok: 
Slavery Documents 3: 
And the trains kept coming . .• 
World Premiere. commissioned by 
Cantata Singers wi th support from the 
Argosy Foundation Contemporary 
Music Fund and 
New England 
Foundation 
for the Arts 
February 17 at I :30 pm 
Songs of Weill, Gershwin, 
Schoenberg 
March 14 at 8 pm 
March 16 at 3 pm 
Weill: Concerto for Violin 
and Wind Instruments 
Brahms: A German 
Requiem 
April 6 at 3 pm 
A Kurt Weill Cabaret: 
In Berlin, On Broadway 
May 9 at 8 pm 
Weill: Symphony No. 2 
Charles Fussell: High Bridge 
November.January, March and May concerts in New England Conservatory's Jordan Hall. February concert at the Isabella Stewart 
Gardner Museum. April concert at the Leventhal ~Sidman Jewish Communicy Center in Newton. 
Tickets and information at 617-868-5885 • www.cantatasingers.org 
This season is funded in part by the Kure Weill Foundation for Music , Inc., 7 East 20th Street, New York, NY I 0003 
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ANN HOWARD JONES 
Dr. Ann Howard Jones is professor of music and Director of Choral 
Activities at Boston University. Recognized for her expertise in con-
ducting technique, choral and vocal pedagogy, rehearsal procedures 
and performance practice, Dr. Jones has been invited to deliver pre-
sentations at the national convention of the Music Educators 
National Conference and to lecture on Rehearsal Techniques at the 
International Federation of Choral Music Symposium. She has been 
a guest faculty member at the Universities of Missouri, Miami, 
Drake, San Diego State, Missouri at Kansas City, Michigan State and 
the North Texas. She delivered a lecture on Score Preparation for a 
Professional Training Workshop at Carnegie Hall, and the following year she was invit-
ed to prepare the chorus for Charles Dutoit's performance of Stravinsky, Poulenc and 
Faure at Carnegie Hall. She was invited by Chorus America to lead a workshop for 
conductors of Children's Choruses on the campus of Northwestern University and in 
San Francisco with the San Francisco Girls Chorus, and she was invited to lecture O' 
vocal technique in the choral rehearsal at Juilliard. Dr. Jones has also conducted the 
Mormon Tabernacle Choir in live broadcasts. She has served on panels for the Chorus 
America National Convention in Washington, D.C. and for the Conductors Guild . 
Equally acclaimed as a conductor, her guest conducting appearances have included 
many All State, district, regional and festival choruses. She has conducted the Boston 
University Symphony Orchestra and Symphonic Chorus in the Verdi Requiem in 
Symphony Hall which the Boston Globe called "stirring" and "memorable". Dr. Jones 
conducted the Buffalo Philharmonic Orchestra and Chorus. The Boston University 
Symphonic Chorus and Orchestra performed Britten's War Requiem for the 2004 
Eastern Division Convention of the American Choral Directors Association, and in 
2006 the BU Symphonic Chorus and Orchestra performed Vaughan Williams' Dona 
Nobis Pacem in Carnegie Hall for the inauguration of Robert Brown, the new president 
of Boston University. 
Dr. Jones was Assistant Conductor for Choruses with the Atlanta Symphony Orchesh·a 
from 1984-1998 where she was closely associated with the late Robert Shaw, Music 
Director Emeritus and Conductor Laureate. She was the first Conductor of the Atlanta 
Symphony Youth Chorus. She served as Musical Assistant with the Robert Shaw 
Chamber Singers and Festival Singers, whose performances led to numerous record-
ings on TELARC and critical acclaim at Carnegie Hall. As one of the organizers of the 
Robert Shaw Institute, she assisted Mr. Shaw in the musical preparations for the 
Institute, which rehearsed, performed and recorded in France from 1988-1994. 
Among the awards Dr. Jones has received are Boston University's coveted Metcalf 
Award for Excellence in Teaching, an award based on peer evaluation of work in the 
classroom and student letters of support, and an invitation to lecture for the Lilly 
Foundation's conference on the humanities. 
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DAVID HOOSE 
David Hoose, Director of Orchestras at Boston University's School 
of Music, is also music director of two Boston musical institutions, 
the Cantata Singers & Ensemble, and Collage New Music. From 
1994 to 2005, Mr. Hoose served as Music Director of the Tallahassee 
Symphony Orchestra. 
Professor Hoose was awarded the 2005 Alice M. Ditson Conductors 
Award, given in recognition of his commitment to the performance 
of American Music; his recording of John Harbison's Mottetti di 
Montale, with Collage, was a 2005 Grammy Nominee; he also 
received the Dmitri Mitropoloulos Award and, as a member of the 
Emmanuel Wind Quintet, the Walter W. Naumburg Award for 
Chamber Music. Professor Hoose's recordings appear on the New World, Koch, 
Nonesuch, Delos, CRI and GunMar labels. His recording with the Cantata Singers of 
Harbison's Four Psalms and Emerson has recently been released by New World 
Rerords, and his recordings of chamber works by Donald Sur and of Peter Child's 
a".' Embers, are forthcoming. 
Professor Hoose has conducted the Chicago Phillwrmonic, Singapore Symphony 
Orchestra, Saint Louis Symphony, Utah Symphony, Korean Broadcasting Symphony 
(KBS), Orchestra Regionale Toscana (Florence), Quad Cities Symphony Orchestra, 
Ann Arbor Symphony, Opera Festival of New Jersey, as well as at the Warebrook, 
New Hampshire, Monadnock and Tanglewood music festivals . In Boston he has 
appeared as guest conductor with the Boston Symphony Chamber Players, Handel & 
Haydn Society, Back Bay Chorale, Chorus Pro Musica, Fromm Chamber Players, 
Dinosaur Annex, Auros, and many times both with the Pro Arte Chamber Orchestra 
and with Emmanuel Music. 
Professor Hoose has been a guest conductor several times at the New England 
Conservatory, and he has conducted the orchestras of the Shepherd School at Rice 
University, University of Southern California, and the Eastman School. For the past 
two summers, he has served on the faculty of the Rose City International Conducting 
Workshop, in Portland, Oregon. Conductors whom he has mentored at Boston 
University now serve in a wide variety of distinguished professional positions, from 
music directorships of college and youth orchestras, assistant and associate conductor-
ships of major US orchestras, to music directorships of professional orchestras and 
opera companies. 
11 
PENELOPE BITZAS mezzo-soprano 
Mezzo- soprano Penelope Bitzas is an associate professor of music 
in voice, in the School of Music at Boston University. In 2007, she 
received the prestigious Metcalf Award, which is Boston 
University's highest honor for excellence in teaching. She has per-
formed in a wide variety of musical gemes including opera, con-
temporary music, solo recital, orchestral performances and Greek 
music. She has appeared as a soloist under such notable conductors 
as Kurt Masm~ Seiji Ozawa, Gustav Meier, Luciano Berio, and Richard Westenburg. 
She has concertized in the United States, Germany, Cyprus, Greece, Turkey and 
Venezuela. As a frequent performer of new music and Greek music she has been 
heard at Alice Tully Hall, Merkin Hall, Jordan Hall and other venues in concerts and 
world premieres of this repertoire. In the New England area, Professor has been a 
soloist with the Bangor Symphony Orchesh"a, ALEA III, Back Bay Chorale, Just in Time 
Players, the MIT Chorale and Orchestra, First Monday Concerts and Time's Arrow. 
Professer Bitzas was National Semi-Finalist in the Metropolitan Opera National 
Council Auditions, a member of the Minnesota Opera Studio, the New Music 
Ensemble at the Banff Centre, the Blossom Music Festival and was a recipient of two 
fellowships to the Tanglewood Music Center. Her shidents have been winners and 
finalists of numerous competitions including the Metropolitan Opera National Council 
Auditions, Joy in Singing, Opera Index, the George London Competition, the Jensen 
Foundation, the Reyfuss Competition, the Poulenc Competition, the Gerdna Lissner 
Foundation, Opera Index, the MacAllister Awards, the Loren Zachary Competition and 
the NATS and NATSSA Competitions. Many of her shidents have performed leading 
roles with the New York City Opera, Florida Grand Opera, Santa Fe Opera, Des 
Moines Opera, Nashville Opera, Virginia Opera, Opera Theater of St. Louis, Sarasota 
Opera, Opera Colorado, Bbston Lyric Opera, Michigan Oper~ 'Tne'ater, ~ake George 
Opera and Opera Boston. There have been feature articles about her s~~rits in the 
Boston Globe and in "Soundbites" in Opera News. They have also participated in opera 
apprenticeships including Santa Fe, Opera Theater of St. Louis, Wolf Trap, Opera 
North Brevard Music Festival, Cincinnati Opera, Des Moines, Seattle Opera Young 
Artist Program, Lake George, Utah Opera Festival, Virginia Opera, Glimmerglass .. , 
Opera, Merola, and Anchorage Opera. 
Professor Bitzas frequently gives master classes and has been a presenter at the Master 
Teachers of Singing at Wesh"ninster Choir College and has been on the faculty of the 
Amalfi Coast Music Festival. Ms. Bitzas received her Bachelor of Music in voice per-
formance and music education, magna cum laude, from Ithaca College and her 
Masters of Music in voice performance from the New England Conservatory of Music. 
She has been on faculty at Boston University since 1993 and has previously taught at 
Gustavus Adolphus College, Wagner College and Ithaca College. 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
DAVID HOOSE music director 
The orchestral program of the Boston University College of Fine Arts assumes an integral and central 
place in the education of the School of Music's yow1g musicians. The Symphony Orchestra, 01amber 
Orchestra and Wind Ensemble, the three ensembles of the program, present more than sixteen concerts 
each season, including performances in collaboration with the opera and cl1oral programs. 
Violin I Cello Clarinet 
Heather Braun, concertmaster Nicole Cariglia, principal Mei-Mi Lan+ 
Jeanie Lee Ariana Falk Yi-Ju Lin 
Theresa Prokes Nara Shahbazyan Molly Walker " 
Shu-I Hsiung Jason Domingo Thomas Weston 
Won Jung Choi Katie Weissman 
Jay Youmans Yu-Fang Chang 
Zoya Tsvetkova Seth Macleod 
Tatiana Daubek Soona Chang 
Angel Valchinov Yen-Ling Huang 
Oksana Georgieva Brandon Brooks 
Mina Lavcheva Lauren Hunt 
& Nahm Hanui Kim 
"1\. ishop Sae Lee Chang 
Yi-Hsiu Liu Will Tortolano 
Morgan Scagliotti Seung-Yeon Jung 
Hyokyung Kin1 Nicholas Hardie 
Matthew Flynn 
Violin II 
Klaudia Szlachta, principal 
Michael Jacobs 
Kay Rooney 
Charles Nguyen 
Amanda Wang 
Daniel Broniatowski 
Vincent Piazza 
Maho Sakai 
Amy Brunswick 
James Harris 
Emily Stewart 
Sophia Ro 
Alexandra Labinska 
Bethany Morris 
Da Hee Chung 
Viola 
Chen Lin, principal 
Lilit Muradyan 
Emily Rideout 
Erin Kirby 
Nathaniel Farney 
Alyssa Hardie 
Jenny Valitalo 
Joy Grin1es 
Jorja Bagnera 
Mich! lle Brune 
for lguin 
Yu~, hun Liu 
Jessica Lipon 
Laurel Yu 
Sharon Bielik 
Dayla Stoerzbach 
Bass 
Bebo Shiu, principal 
Nicholai Bobas 
Henry Samuels 
Reginald Lamb 
Tyler Shepherd 
Colleen Ruddy 
Ilana White 
Flute 
Elzbieta Brandys 
Jeffrey Chiou 
Alex Conway " 
Zachary Jay 
Chia-Jung Lee+ 
Piccolo 
Alex Conway + 
Zachary Jay 
Oboe 
Jesse Barrett " 
Benjamin Fox + 
Katie Klich 
Sarah Hassen 
English Horn 
Jamie Davis 
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Eb Clarinet 
Molly Walker 
Bass Clarinet 
Gun Hwan Jung 
Kelley Medcalf 
Bassoon 
Sarah Cryan 
Cheng Ma+ 
Jacqueline Wilson " 
Contrabassoon 
Sarah Cryan 
Horn 
Laura Carter + 
Daniel Doyle 
Emma Kaplan 
Megan Marranca 
Alicia Mastromonaco " 
Jeremy Moon 
Clarissa Nemeth 
Elise Taillon-Martel 
Adam Weber 
Trumpet 
Robert Blumenthal 
Jonah Kappraff 
Robert Reustle 
Michael Sinicropi " 
Nathan Tighe+ 
Casey Tamanaha 
Trombone 
Andres Leon Rodriguez " 
Dennis Smith 
Matt Smith+ 
Bass Trombone 
Jerome Smith 
Tuba 
Douglas Jacobs 
Harp 
Michael Maganuco " 
Meghan Caulkett 
Chaerin Kim + 
Talia Mailman 
Piano 
Robert Mollicone 
Celesta 
Ling Leng 
Organ 
Jus tin Blackwell 
Percussion 
Jolu1 Beder 
Matthew Bohli + 
Jolm Kulevich " 
Weichen Lin * 
N icholas White 
Timpani 
Ma tt Raskopf 
Clu·istopher Whyte 
Ensemble Managers 
Benjamin Fox 
Joy Grimes 
Vincent Piazza 
*Principal in Ives 
" Principal in Barber 
+ Principal in Copland 
Federico Concsc, M11sic Oin.!Wir 
Cosi fan tutte MozART 
Experience the future 
of classical music 
"BYSO lias earned a reputation for excellence" 
- THE BOSTON GLOBE 
Call today to purchase your tickets! 
Sanders Theatre box office: (617)-496-2222 
www.BYSOWEB.org 
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opera buffa in two acts, K. 588 
(Semi-staged) 
Jessica Tarnish, Fiordiligi 
Stephanie Chigas, Oorabella 
Aaron Engebreth, Guglielmo 
Steven Sanders, Ferrando 
Valerie Arboit, Despina 
Eric Downs, Don Alfonso 
January 20, 2008 at 3 pm 
Sanders Theatre at Harvard Universil:) 
The 2007-2008 SOth anniversary season is 
presented by JPMorgan Chase & Co. 
BOSTON UNIVERSITY SYMPHONIC CHORUS 
ANN HOWARD JONES music director 
JUSTIN BLACKWELL assistant conductor and rehearsal pianist 
n1e Boston Uni versity Symphonic Chorus is a musical organization made up of students from 
ten foreign countries and thirty- four states. While there has been choral singing at BU since the 
1800s, the choru s, in its present form, was found ed in 1993. ID its brief history it has performed 
many major choral works and has a had a significant collaboration with the late Robert Shaw. 
Soprano I Lianna Ham i I ton Alto II 
Jessica Bacon Eli zabeth Hannon Bethany Casrnira 
Caitlin Brett Tatyana Ilyin Elizabeth Eschen /\ 
Katrina Cain Alexandra Kalinowski /\ Christina Go 
Emily Cania Jea11 Keogh Ashley Harmon 
Jessica Chen Genevieve KJim /\ Amanda Kabak 
Tara Deieso Ru Ko Clare Maloney /\ 
Kirsti Esch Katie Marcincuk Caitlin Mason 
Kara Fleishaker Megan McCamey Laura Miklos 
l 1 Goodhue Caitlin McVeigh Alyssa Norton 
Li~ Guberman/\ Samara Shachar Hendin Sarah Pfitzer 
Jessica Guglielmo Sarah Spinella Tania Poplar 
Olivia Hauck Sarah St. Denis Aleksandra Pustilnikova 
Mariko Henstock Sydnee Waggonner /\ Jodi Siegelman 
Rachel Hippert Jillian Zingale Laurel Stewart 
Elizabeth Kammler /\ Rebekah Wilens 
Yu-Chen Lai Alto I Beth Willer 
Krista McClellan Amanda Bulat* /\ 
Margaret McGrath Erin Coffey Tenor I 
Amanda Meier /\ Megan Cullen Tommy Barth 
Michele Murphy Deborah De Laurel! Eric Esparza 
Christine Noel Noragh Devlin Jamon Maple* /\ 
Jennifer Rose Elizabeth Doyle Joseph Pratolongo 
Parker- Sparks Elizabeth Evans R. Joshua Reynolds 
Christina Polachek Thalia Farietta Francisco Javier Rivera 
Melissa Riesgo Maria Gamvas Serrat 
Emily Schoen Rachel Haberman Daniel Ross /\ 
Kirsten Smayda Mary Henriquez Patrick Waters/\ 
Elizabeth Smith Emily Isaac 
Jaime Smith Katherine Joyce Tenor II 
Deana Stein Emma· Kaplan Nicholas Emmanuel 
Lindsay King Nicholas Ferullo 
Soprano II Rosmary Lyons Nicholas Foster /\ 
Trudy Bales Belinda Paige Joel Haas 
Chelsea Bell Ellen Pi Terrence Henderson /\ 
Lauren Boyey Margie Pienczykowski James Nicholas Jones 
Regina Carlo Laura Pincus Christopher Lucier 
Lauren Chessari Ashley Rabens Christopher Maher 
Yu-Hsun Cho Alicia Roschtm.i Michael Meinzer 
Brir' Duval Erin Salada Daniel Omphroy 
Eli'., dwards Cassie Santiago /\ Timothy Westerhaus 
Brittney Freed Greta Schmidt Hyun Yong Woo 
Alexa Haines Katherine Tyson 
Lianna Hamilton Elana Vasi 
Alexa Haines Liza White 
15 
Bass I 
Nathan Bello 
Justin Blackwell 
Mark Buckles 
David Castillo-Gocher 
Basil Considine 
David Ernst 
Akira Fukui 
Michael Gallagan 
Stephan Griffin 
Larry Jones 
Matt Laud 
David LeValley 
Ryan Murphy 
Michael Nishimura 
Pedro Pizano 
Sebastian Remi 
Joshua Sawicki 
Samuel Steen 
Suksant 
"F ia t"Vongpunsa wad 
Chris Wallace 
Justin Werner 
Eytan Wurman 
Bass II 
Ed ward Cleary 
David Fried 
Bryce Garner 
Mark Griepenburg 
Luke Hong 
Dylan Jackson 
Like what you hear? 
Want to hear more? 
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Andrew P. Jordan 
Alexander Macnow 
Ross Maddox 
Sungwook Park 
Emmett Patton 
Michael Peng 
Tim Treacy 
Ensemble Managers 
Elizabeth Eschen 
Christine Noel 
Beth Willer 
Soloists 
Soloists in Ives * 
Soloists in Barber " 
BOSTON 
UNIVERSITY 
COLLEGE of 
Fine Arts 
Boston University School of Music 
UPCOMING EVENTS AND PERFORMANCES 
Tuesday, December 4th, Spm Boston University Chamber Orchestra 
and Opera Institute 
WILLIAM LUMPKIN conductor 
LUDWIG VAN BEETHOVEN Symphony No. 5 
WOLFGANG AMADE MOZART Finale from Act 2 of Le nozze di Figaro 
· Tsai Pe1formance Center 
Thursday, Dec~mber 6th, Spm Boston University Wind Ensemble 
DAVID MARTINS conductor 
SAMUEL BARBER Commando March 
VINCENT PERSICHETTI Divertimento 
JOSEPH SCHWANTNER Dark Millenium 
DAVID MASLANKA A Child's Garden of Dreams 
Tsai Pe1formance Center 
Timrsday, December 13th, Spm Time's Arrow New Music Ensemble 
Works by Feldman, Gubaidulina, and Takemitsu 
CFA Concert Hall 
Thursday, February 12th, Spm Boston University Symphony Orchestra 
DAVID HOOSE conductor 
Claude Debussy Printemps 
Donald Sur Lacrimosa 
Bela Bart6k Suite from Th e Miraculous Mandarin 
Tsai Pe1formance Center 
February 21st-24th Opera Mainstage 
WOLFGANG AMADE MOZART The Magic Flute 
Boston Universihj Theatre 
Tuesday, February 26th, Spm Boston University Wind Ensemble 
Tsai Pe1fonnance Center 
April 17-20th Opera Mainstage 
GIOACHINO ROSSINI II Barbiere di Siviglia (The Barber of Seville) 
Boston UniversihJ I11eatre 
Monday, April 7th Spm Boston University Symphony Orchestra 
CFA Concert Hall, 855 Commonwealth Ave. 
and Symphonic Chorus 
Symphony Hall 
Tsai Performance Center, 685 Commonwealth Ave. 
Boston University Theatre, 264 Huntington Ave. 
www.bu.edu/cfa 
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BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS Don Lucas trombone• 
Steven Ansell viola* Richard Mackey horn 
Edwin Barker double bass' Richard Menaul horn 
Cathy Basrak, viola 
Bonnie Black pedagogy* 
Lynn Chang violin 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Marc J olmson cello 
Bayla Keyes violi11* 
Michelle LaCourse viola* 
Lucia Lin violin* 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin* 
Ikuko Mizuno violin 
John Muratore, guitar 
Craig Nordstrom clarinet 
Elizabeth Ostling.flute 
Richard Ranti bassoon 
111omas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero bassoon 
Eric Ruske horn' 
Robert Sheena English horn 
Ethan Sloane clarinet' 
Samuel Solomon percussion 
James Sommerville horn 
Linda Toote flute 
Lee Vinson percussion 
George Neikrug cello++ PIANO 
James Orleans double bass Jonathan Bass• 
Leslie Parnas cello Anthony di Bonaventura• 
Atm Hobson Pilot harp Maria Clodes-Jaguaribe* 
Barbara Poeschl-Edrich harp Linda Jiorle-Nagy 
Michael Reynolds cello' Randall Hodgkinson 
Rhonda Rider cello Victor Rosenbaum 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Laura Jeppesen 
viola da ga111bn 
Christopher Krueger 
Baroque flute 
Catherine Liddell lute 
Martin Pearlman Baroque 
ensembles* 
Robinson Pyle 
11ntuml trumpet 
Marc Schachman 
Baroque oboe 
Jane Starkman 
Baroque violin, viola 
Daniel Stepner 
Bntoque violin 
Peter Sykes harpsichord' 
MUSICOLOGY 
Victor Coelho* 
Paul Harris' 
Brita Heimarck* 
Andre de Quadros' 
Joy Douglass 
David Hebert' 
Patrick Jones• 
Warren Levenson 
William McManus' 
James Merenda 
Sandra Nicolucci' 
Anthony Palmer 
William Pappazisis 
Evan Sanders 
Steven Scott 
John Wallace• 
CONDUCTING 
E. Wayne Abercrombie 
David Hoose' 
Ann Howard Jones' 
David Martins 
Todd Seeber double bass 
Roman Totenberg violin++ 
Michael Zaretsky viola 
Peter Zazofsky violin' 
Thomas Peattie' 
COLLABORATIVE PIANO Joshua Rifkin' 
OPERA INSTITUTl 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels' 
Frank Kelley 
Ruth Benson Levin 
William Lumpkin* 
Adam McLean 
Shiela Kibbe* Andrew Shenton' 
Robert Merfeld Joel Sheveloff' 
Jeremy Yudkin' Jim Petosa 
WOODWINDS, BRASS, 
and PERCUSSION 
Laura Alubeck oboe 
Ken Amis tuba 
ORGAN 
Nancy Graner! 
Peter Sykes• 
Peter Chapman trumpet VOICE 
Geralyn Coticone flute Michelle Alexander 
Doriot Dwyer flute Sarah Arneson' 
Terry Everson trnmpet• Michael Beattie 
Jolm Ferrillo oboe Penelope Bitzas' 
Richard Flanagan percussion Sharon Daniels* 
Joseph Foley trumpet James Demler• 
Timothy Genis percussion Gary Durham 
Ian Greitzer clarinet Simon Estes' 
Ronald Haroutounian Kyle Ferrill 
bassoon Jodi Goble 
Jolm Heiss flute Phyllis Hoffman' 
Gregg Henegar bassoon Frank Kelley 
Daniel Katzen horn Susan Ormont 
Renee Krimsier flute Jerrold Pope• 
Lynn Larsen horn Maria Spacagna 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dea11 ad interim 
Andre de Quadros, Directo1; School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Assistant Denn, Enrollment Services 
Ellen Carr, Executive Director of Extenwl Relations 
Chris Santos, Director of Development and Alumni Relations 
Jean Connaughton, Public Re/atio11s/Marketing Associate 
Colleen Walsh, Alumni Officer 
Molly Hirsh, Development and Alumni Relations Associate 
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THEORY and 
COMPOSITION 
Martin Amlin' 
Theodore Antoniou• 
Deborah Burton' 
Richard Cornell* 
Joshua Fineberg' 
Lukas Foss 
Osvaldo Golijov 
Samuel Headrick' 
David Kopp* 
Rodney Lister• 
Catherine Nez' 
John Wallace• 
Steven Weigl' 
MUSIC EDUCATION 
Richard Bunbury• 
Bernadette Colley• 
SCHOOL OF MUSIC 
ADMINISTRATION 
Betsy Polatin 
Christien Polos 
Jeffrey Stevens 
Nathan Troup 
Allison Voth' 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick 
Jodi Goble 
Phlllip Oliver 
David Richardson 
Lorena Tecu 
Noriko Yasuda 
'Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
J. Casey Soward, Manager of Production and Pe1fonna11ce 
Diane McLean, Stage Manager 
Martin Snow, Keyboard Technician and Restoration 
Roberto Toledo, Head Recording Engineer 
Chris Wilson, Recording Engineer 
Eric Roberson, Scheduling and Programs Coordinator 
Kris Sessa, Librarian 
Mary P. Squiers, Exerntive Operations Officer 
Tracy Rider, Director of Admissions and Student Affairs 
Anthony Enslow, Executive Assistant 
-Creating a Future for the Arts - An Initiative for the 21st Century 
Creating a Future for the Arts is an initiative that will recognize the artistry of the students and fac-
ulty of the College of Fine Arts by transforming the learning and teaching environment into a 21st-
century facility that suitably showcases their talents. We are grateful to the donors who have com-
mitted their support to this project. 
$500,000 and above Aram and jasmine Chobanian 
Read and Andrea McCaffrey Faye G. Stone, Esq. 
$200,000 to $499,999 
Stewart F. Lane and Bonnie Comley 
100,000 to $199,999 
Harry). Bardi Irrevocable Trust 
$50,000 to $99,999 
1675 Foundation 
). David Copeland and Friends 
Darrel and Pamela Griffin 
SungEun Han-Andersen 
FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual contribu-
tions, believe in the importance of supporting gifted student musicians through their educational 
activities, events, programs, and performances. We invite you to join the Friends of the School of 
Music at the College of Fine Arts and help support the talented young artists of Boston 
Un· sity. 
$10,000 to $49,999 
Drs. john A. and Harriet S. Carey 
Mr. and Mrs. Saul B. Cohen 
Mr. SungEun Han- Anderson 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Boston Organ & Piano 
Clovelly 0 1aritable Trust 
Ann and Gordon Getty Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony Associa tion 
Mr. and Mrs. William H. Trayes 
The Ushers & Programmers Fund 
$2,500 to $4, 999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Ms. Dorothy D. Cameron 
Mr. and Mrs. Richard Grausman 
Robert E. Krivi 
Marshalltown Development Foundation 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Dr. Apostolos A. Aliapoulios 
The ASCAP Foundation 
Richard D. Carmel Charitable 
Remainder Trust 
Dr. and Mrs. Thomas R. Castle 
Frank A. D'Accone, Ph.D. 
Mrs. Margaret May Darnen 
Dr. Richard W. Ekdahl 
Mr. Leon Earl Fernandez 
Professor Phyllis Elllady Hoffman 
Mr. Dmitri Ilyin 
Dr. Jimmie L. Jackson 
Larry G. and Ann Howard Jones 
Mrs. Ellen B. Kazis- Walker 
Mr. and Mrs. Dean Kehler 
Dr. Lillie M. Kumar 
Mr. John E. Loveless 
McFadden Family Foundation 
Mr. and Mrs. D. Joseph Mcinnes 
Ms. Andrea Okamura 
Mr. Kermeth D. Rudnick 
Mrs. Amy Abrich Shemin 
Dr. Jolm Silber 
Mr. Charles A. Stakely 
Ms. Helen J. Steineker 
Ms. Courtenay Brandreth Symonds 
Avedis Zildjian Company 
$500 to $999 
Ms. Elizabeth H. Bower 
Mr. Ro'ger C. Davidson 
Ms. Deborall K. Delano 
Ms. Ellen G. Forst 
Mr. Eugene Guberman 
Colonel Capers A. Holmes, USAF(Ret.) 
Ms. Joy L. Mcintyre 
Ms. Maureen Meister 
Mr. Robert M. Pease 
Professor Joel Sheveloff 
Mrs. Nancy L. Trentini 
Wilson Butler Architects, Inc. 
$250 to $499 
Mr. Samuel H. Adler 
Professor Martin Amlin 
Anonymous 
Ms. Paula J. Bishop 
Mr. Bradley M. Bloom 
Dr. Fred A. Bronstein 
Mr. and Mrs. Salvatore J. Cania 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mr. Donald R. Oauser 
Lisa and Michael Coran 
Mr. Clifford R. Eisler 
Mr. Norman Elia 
Mr. and Mrs. Stephen B. Esko 
Mr. John W. Fish, Jr. 
Ms: Julia A. Hennig 
Mr. and Mrs. Robert Knauss 
Mrs. Faria H . Krentzman 
Mr. and Mrs. Robert J. Maganuco 
Mr. William S. McMillan 
Mr. Craig Franklin Schreiber 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotnick 
Mr. and Mrs. Manuel C. Weinberg 
Mr. john Alan Wickey 
Thir presents donors who have generously supported our programs for the past twelve months, as of November 
14, 2, ue to program deadlines, some donor names may be absent from this list. We thank you for your under-
standing. For more Wormation on how you can support the Boston University College of Fine Arts and School of 
Music, please contact Chris Santos, Director of Development and Alumni Relations, Boston University College of Fine 
Arts, 855 Commonwealth Avenue, Boston, MA 02215, at 617-353-2048 or ccsantos@bu.edu. 
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